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Abstract 
Interdisciplinarity is the interaction of disciplines, during which real transition takes place between disciplines, crossing the 
boundaries. The theoretical framework that evolves can be regarded as a theoretical web, behind which, in our case, the world of 
social theater can be discovered. With describing the interdisciplinarity of social theater several researchers and theories become 
the center of attention, who and which meet, interact and fall into oblivion at certain points. In social theater we approach the 
human being in a holistic way. We face a paradigm, which offers support to social groups, and individuals who are struck by the 
crisis of fragmentation. This holistic approach combines the individual features with being distinct from others. Performance is 
an opportunity not only for deep encounters with the crises of our existence, but also for breaking out of these crises. It is an 
intermediary method between groups and cultures, with specific methodology. In this essay we will explore the narrative 
approach to prison theater as a specific manifestation of social theater, behind which ontological questions and cultural 
phenomena lie. 
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1. What takes place in the shade of performance? 
Our research is a participant research, which combines the relevant theories and results of humanities and social 
sciences, without striving for completeness. The focus of our encounters, from the point of view of social theory, is 
the examination of the phenomenon of how individuals define themselves in life-like situations, which are offered to 
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the young people by the reality of social theater in our case. The decisions and self-definition in our roles in the 
social theater are influenced by a series of acts and different perceptions, just as much as in our real social roles. Our 
research contains involving juvenile offenders at the Pécs Institute for Regional Juvenile Prisoners. In our prison 
theater, which is a manifestation of social theater, we are working with concepts and in context similar to Augusto 
Boal's theater of the oppressed, to applied theater or to the theater for development with the critical approach that we 
only partly identify with Boal's original concept. In our case, with the individuals leading a criminal lifestyle, our 
goal cannot be the support of "the struggle against social injustice". We do not act against the "judgment of the 
unfair society" with the prison theater; rather we undertake the performance-based preparation for a conscious 
lifestyle, while entertaining and developing at the same time. Our goals include improving the situation awareness 
and self- knowledge of the juvenile delinquents. According to our preliminary assumption, being active at the prison 
theater is able to support the young people's reintegration into society and avoidance of their accidental recidivism 
by the fact that, with continually carrying out reflective work in their roles, their personal and social competences are 
improving. It is the creation of performances that takes place in the theater.  
 
Social theater, as a method includes various practical activities, actions and series of animations. It is close to 
social sciences, ethnography and cultural anthropology. With the help of theatrical interpretation, the cultural actions 
that characterize cultures and subcultures are embodied in the performance (Alexander, 2004). In terms of research, 
the formation of the performance is also the nesting of cultural elements, the accumulation and systematization of 
data. The performance-based approach to the research is a qualitative methodology, in which the participation of the 
researcher is inevitable. In our case, performance is mostly a tool for interpretation, with the help of which the 
cultural elements and stories of the everyday life become more comprehensible for both the “actor” and the 
“audience”.  It enables experiencing life in different, unusual dimensions. During the performance the participants 
are performers of meaning-making and sharing, at the same time they accumulate experiences by and during social 
interactions, and, as one of the most important momentums, they can reach the state of complete involvement.  The 
subject, form and effect of the performance can also be the subject of the investigation.  Achieving an artistic effect 
is not always an objective, because the aim depends on the environment in which the performance is created. The 
most significant manifestation of the effect is raising the interest in the other person, which will ensure the success of 
social interactions. The performance offers the pleasure of social and individual discovery, the possibility of cultural 
cognition.  
Our performance-based research has not been concluded yet; therefore, we do not undertake to formulate final 
findings within the framework of this study. However, our observations suggest that the work at the theater has a 
significant effect on the social and cognitive development of the juvenile delinquents. As a result of the work that 
has been going on for several months, the group experience and carrying out tasks that require close cooperation has 
brought about massive transformation in mostly the behavior and the mutual relationships of the young people.  Our 
group cannot be considered as culturally and linguistically homogenous, but we have found such a common life-
story node that, when performed, will bring a set of social and individual conflicts close to the audience and 
receivers.  This topic is the gipsy wedding and the abduction of the bride, in the procession of these mainly musical 
ways of expression dominate combined with episodes form life stories. The specific dramaturgy requires attunement 
and an authentic mode of performance, since there are no other additional tools in the prison theater. The script is 
based on the youngsters’ own texts, and in the acting certain levels of self-exploration are manifested. Our primary 
sources, on which the dramaturgy is built, are gipsy folk music, folk dance and folk songs. The different levels of the 
knowledge of this cultural heritage is what enables the theater group to function, namely, the members of the prison 
theater are always changing as a result of serving their prison sentences and being released. The context of the 
performance is what provided relative stability to our meetings. The topic organizes the event.  
The location is not ordinary either, because in the prison a different, sometimes irrational reality works, which is 
closed away from the world. The prison, with its expected and realized rigid system of rules, makes an impact on the 
personality of the convict, altering it. Observing the rules is an important and irrevocable foundation in the world of 
the institution.  Some of these rules force the inmate into real or quasi self-surrender. The paternalistic institutional 
surroundings do not offer anything in return for the surrendered or oppressed parts of identity. The juvenile convict 
is left alone on the way designated for change. There are no alternatives of choice and no suitable companions. Most 
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of them do not possess patterns for how to manage in the outside world without crime and causing damage. Nothing 
discourages the insatiable desires and the aggression inherent in them. 
That way, theater and performance become methods, in which the theater gives space to more formal, while the 
performance gives space for freer methods of expression. It is not necessary to separate the two concepts if their 
modalities are familiar to us. The theatrical acting becomes crucial for the individual in the prison; it has a 
socializing function. It is of great importance that the procedures of the theater are motivational and provide space 
for self-expression. It offers its free space and theatrical liberty in contrast to the confinement in a physical and many 
times symbolical sense, thus favoring the workings of the fantasy. However, this work cannot be explosive, cannot 
yield to the aggressive fabrications, gradation is essential. There is a great emphasis on expressing emotions and on 
adaptation. Performance, which is rather a series of collective actions, does not support excessive individualism, 
individual dominance and introverted behavior. The conscious acts related to the roles help in distancing the 
unpleasant emotions originating in prison-life, in discovering new, even unknown forms of life, compassion and 
cooperation come to the front during interactions. In case of juveniles, playing and role-playing has a great function 
in decreasing auto aggressive manifestations and vapours due to confinement. The convicts, mainly via their body, 
express themselves by forms of movement, dance, behind which complex mental processes take place. These 
internal experiences help the youngsters to deal with societal stigmatization or with the survival of the prison life, 
even if only temporarily.  Theatrical actions may bring relief. The meaningful scenes could not come into existence 
without mental processes, which contribute to the apperception of imprisonment, to relieving the anxieties caused by 
confinement and timelessness. The negative effects of the outer world urge counter-actions. Expressivity and 
reflexivity support the reformulation of the individual’s interpretations of reality, the change. The permanency and 
tightness of physical space can be re-evaluated with the involvement into the scene of the performance and opening 
the space. Involvement is marked by those moments that are connected to the convicts’ awareness and experiences 
of their bodies. When the conventional manifestations are taken over by individually formed movement, these will 
be more bravely followed by the reinterpretations of the scripts of the texts (Meldolesi, 1994). That way the scenes 
of the performance come to existence, which are the here and now manifestations of the convicts. At/with the prison 
theater we face such human events and phenomena that deserve recognition. Theater, with its indirect effects, brings 
out the stories of the individuals from the dark. Darkness can have the following meanings: forgotten story, events 
that so far have not been realized, unreflective stories, hidden or changed episodes, etc. Within the limited space of 
the prison there are limitless quantities, atmospheres and ranges of stories that are the prisoners’ own. Working with 
these stories is beneficial from several respects. 
The prison theater builds upon the expressive power of the individual, be it of mental or physical origin. Besides 
the expression of the thoughts and inner emotional contents, the building blocks of the theater are the physical 
gestures and movements towards the other person. The theatre calls forth the individual creativity of the closed, 
isolated individual, which is often not even known to the person concerned. The convicts prone to deeply 
underestimate their own cognitive abilities, and this is reinforced by their experiences at school. But the success of 
the performance depends on the abilities of the individuals or the development of these abilities.   The development 
designates the road to success, and moving along this road is a shift towards self-knowledge and self-esteem. The 
catharsis brought about firstly by recognizing the abilities, secondly by the artistic achievements. The performative 
acts are many times not created for performance; they remain the expression of the inner group experience, 
exclusively for the participants.  
To complete the picture, however, in addition to the positives we should mention the negatives. Getting back to 
normality only for the time of the theatrical activity poses great difficulty to both the leader and the convicts. The 
shift of perspective is not easy; initially it puts tension on the individual or on the group. The prison’s system of 
impact and system of rules work against recollection, dialogue, culture, and what is more, mother tongue. As 
opposed to this, the theater becomes what it is by mobilizing these elements.  Another is “empowerment”, the 
problem of enabling. The abilities and impulsive exhibitions are inevitably effaced, because the fundamental of the 
relatively conflict-free existence is that the individual should be transparent, should not make a stir among the others. 
The best strategy seems to be that the individual emphasizes the lack of abilities instead of their existing abilities. 
Contrarily, the theater demands adequate impulsivity and immediate reflective reactions from the actor. The theater 
desires to “empower” the person, to authorize them to adequately confront the challenges in the civil life and to 
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become socially recognized as capable to act, to be able to make appropriate decisions about their own lifestyle. This 
transition is remarkably difficult. The problem-free change can be the result of a long learning process.  
 
Active theatrical work invisibly steals into the hidden realms of our personalities, it has makes impact on us 
through indirect channels. The masks of the people that they have inherited from their ancestors or have developed 
during their lives hide the real self of the person, and most of the time they even deprive them of recognition, 
revelation and the ability to converse into the authentic existence, which is emphasized by existentialists and 
philosophers. Social theater does not give physical props into the hands of the actor and does not build scenery 
around the drama, but is offers a subjective range of opportunities, perhaps an insight behind the masks. The basis of 
experiencing drama is offered by the variety of life. The naturally perceptible masks and disguises originate from the 
human nature of the actors, the atmosphere of the audience creates the scenery. The bodies of the actors form the 
theatrical props. The movements, the vision and state of the body, the sound and light effects collectively become the 
props. In this theater hat is meant by achievement is the degree of transformation, or just the promise of it. Social 
theater, prison theater is about the person, it sends a message to people and gets into contact with the outside world 
through the personal abilities. It operates in the special world of human communities. In this peculiar world strange 
questions arise in connection with the theater. The needs are defined by the youngsters’ necessities and 
susceptibility.  
 
Social theater is particularly the world of marginalized masses; its emergence is not in the least the product of the 
twentieth century. As a result of the enlightenment, the desacralization of the world, the transformation of the culture 
and the primitive democratization of societies begun. These complex societal movements inescapably helped the 
emergence of the social theater in Europe. The fact that the early prison theater turned to the isolated masses even 
centuries ago can be originated from the concepts of the enlightenment. Studies of theater historians shed a light on 
the fact that Denis Diderot operated a prison theater in his time. Later, of different motivation, with artistic and 
entertaining pursuits (against indifference), Fyodor Mikhailovich Dostoyevsky also set up his theater in the camp 
while he was in exile. In the world of the theater, the beginning of the twentieth century is the time of turning, when 
besides the traditional theatrical exhibitions the recognition of theatricality appeared, as a fundamental value of the 
theater of the future. This is the time of theatrical utopias, high-impact theories of theater. The pioneer age is 
followed by more ages, on different basis.  
While the great theatrical revolution of the 1950’s-60’s, which was ideologically highly influenced by politics, 
advocated the emancipation of the oppressed masses, the theater of the 1990’s tries to ease the cultural deprivation 
and the consequences of social segregation caused by poverty, by giving tools into the hands of those in need. Social 
theater, as a democratic institution, as an advocate of interculturality, speaking to the hidden members of society, is 
building a bridge between social groups torn apart from each other. It offers relief to the tensions and constraints 
emerging between groups and individuals. Today social theater or community theater is a performative practice 
which has a role in the construction of human relationships, it is the source of creativity, and offers a vide range of 
tools that help the individuals in communication and gaining experience. One of its main functions is to trigger 
change and to change. It mobilizes individuals and communities to face their needs and to conquer the frustrations 
that typically derive from feeling unwell. It offers such situations to the participants in which it stimulates cultural 
conflicts, but at the same time it also compels to mutual tolerance towards each other. 
2. Meetings at the prison theatre 
During our work at the prison theater, university students and juvenile delinquents work together on a weekly 
basis. These occasions are the meetings of the convicts, the students and the researcher, during which we collaborate 
in preparing for assembling and performing a performance. We interpret and live teamwork and the developing 
process of the performance as real intercultural encounters. Taking place in the performance and the numerous 
activities connected to it develops interpersonal and social competences, while it widens the range of concepts of the 
young convicts, it also helps in their communication and in forming their opinion. It sets them on a road where they 
show greater understanding towards other people, they view themselves and the others in context with the things 
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around them, and they live through the deeper meanings of the encounters, while they put together the mosaic of 
their lives.  
 
The following parts of the essay deal with the theoretical net that can be regarded as the scientific background to 
our work. We will highlight those theories that have an effect on the design of our scientific activities. We believe 
that the young people’s choice of values is characterized by several societal impacts and, among others, the 
accelerated perception of time. We have little influence on these impacts, but looking behind the problems 
concerning young people, we are looking for the frameworks for the usability of the community social theater. 
Location, the needs of the participants and the interest of the researcher can be detected in the selection of the basic 
elements of the theoretical net.   
3. Meeting our own story 
In social performance there is a possibility to re-order the stories of the individual, therefore, to create the 
coherence for life, to shape personal identity. Story-creation is a way of structuring our experiences in time. Our 
story is created by time, because our life, about which our story is, is inseparable from time. Narrativity and 
temporality are closely connected to each other (Ricoeur, 1980). Temporality is the structure of our existence, for 
which language gives a possibility of expression in narrativity. With the words of Bruner (Bruner, 1987), there is no 
other possibility for us to write down and to preserve the time lived by us but the narrative. Polster (Polster, 1987) 
expresses the relationship between the story and the person: “When an old man dies, it is like the burning of a 
library.” According to Peter Berger (Berger, 1963) sociologist “we have as many lives as many points of view we 
watch our stories from”.    
We have plenty of stories, which we can organize into topics, but the widest must be the group of fiction 
(Randall, 1997). One part of our stories remains forever untold. Over the years, we color the stories several times 
told, we diversify them.  We pick form our stories according to the situation, the audience, and the culture. The 
versions of our life stories are in connection with each other and they mix. We can find intrapersonal and 
interpersonal, what is more, institutional stories among our narratives. One part of the institutional stories is 
organized around the family. Family itself is a collection of stories. Moore (Moore, 1992) has an interesting 
approach: when we talk about the family, we talk about characters and topics, which together shape our identity. The 
family, which seems to be so concrete, is always an imagined reality. McGuire’s idea (McGuire, 1990) is that: 
„Those who don’t know our narratives, are not a part of the same world we are in.” Our institutional stories can also 
mix, they are embedded in each other, like this: the story of the family with the city’s, the city’s story with the 
country’s or nation’s and finally the totality of the stories make up the story of the world (Hall, 1982).  
According to anthropologists and sociologists there is a complicated system of relationships between culture and 
the people who live in it. McAdams quotes the thoughts of Ruth Benedict, according to which „the persons are the 
microcosm of the culture in which they live, and culture itself is the person in the widest sense…” (McAdams, 
2006). Psychology-conscious anthropologists emphasize today, that culture is not the unity of random groups, but in 
the given culture groups exhibit particular coherence and organization. Their stories contain common elements; they 
mutually share the stories with each other.  The culture of the predecessors is inherited to the group by the stories. 
On this basis, therefore, such social factors (games) may come from analyzing life stories that may play a significant 
role in who a person claims to be and how they act.  
 
Getting to know the stories of the young people we find that they are living in a culturally and linguistically 
diffuse world, their familial relationships are disordered, and the prison environment further undermines this. These 
factors collectively make young people’s identification and their change of lifestyle difficult and complicated. 
However, the diffuse cultural impacts also affect university students, they are not negligible in the case of their 
personality development. In the performance the not usual, dialogic interpretation of own stories creates the 
coherence of the life story.  
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4. The social sources of identity, the development of self-esteem 
Among the effects of social theater on the person we must mention the essential thoughts of G.H. Mead (Mead, 
1973), mostly concentrating on his relationship to the newer theories of self-esteem.  
According to Mead, persons have such a part of their identity, besides their reactive self, their subconsciously 
reacting part of identity, that is of sociological origin and it represents the general other. The general other represents 
the norms of society and affects the self as a result of interiorization. The general other is not equal to the significant 
other person. The general other is a model built with the help of the lived experienced. The structure of the model is 
what, according to Mead, enables empathy and that a person can play different roles, that they can place themselves 
in other roles, and they can view themselves in this respect.  
Susan Harter (Harter, 1999) agrees with the opinion of Mead. One of Harter’s most significant researches carried 
out in connection with young people is the one dealing with the development of children’s and youngsters’ self-
esteem (Johnson, 2004). The novelty of his finding is that it shows that our self-esteem is increased by those 
successes that we personally consider important. This is of great importance for us in the performance.  
According to the modern socio-cognitive perspective, the process aimed at the self’s psychological surviving is 
called self-regulation. An important part of self-regulation is self-esteem; its essence is that the individual thinks 
different things about themselves. The individuals see themselves as object, to which they attribute value.  Self-
esteem is an elusive concept, but it can be observed in our everyday actions and decisions. The development of self-
esteem shows a strong connection with the parenting style of the parents, the palpable impacts of which become 
apparent in adolescence. Self-esteem is the basis of a lifestyle that is socially beneficial and effective. Self-regulation 
and self-esteem is of great importance especially in relation to violence and aggression. It is a known fact that 
violence is taking up more serious forms and the perpetrators are getting younger. Researches dealing with abuse 
and self-esteem have shown that abuse is always a part of a greater social drama. This greater social drama has 
projections on an individual’s life stories, from which details taken out, reinterpreted, reflected on for example in 
performance, may have a socializing function on the development of personality from point of view of self-esteem 
and self-regulation. The performance, besides the idealized self-image, gives space to a more realistic self-image, 
and may build the confidence in the self, which is the basis of self-esteem. Ultimately, as a guiding principle of our 
existence, our goal is to increase our existential self-esteem. It is highly important for our existential self-esteem that 
we take responsibility, that we have substantial choices (decisions) based on our judgment, that we are able to stay 
alone, that we can understand our own feelings and motivations. It is likely in the case of convicted young people 
that the development of these processes got stuck at the early stage of personality development.  
We supplement our qualitative research with tests as well, for a more complete understanding. We have come 
across a few relevant quantitative data. On the Kopp Dysfunctional Attitudes Scale the juvenile convicts’ need for 
outside approval and their demand for performance are strikingly high. On the Oláh Psychological Immune System 
Questionnaire the feelings of coherence and growth show remarkably low rates compared to the standard.  
Therefore, the data confirm the above discussed, namely that it is required to give the convicts such a space where 
their self-esteem can be created by the development of their competences, and at the same time, by telling and 
performing their life-stories they can create the coherence of their personal life.   
 
Erving Goffman’s research shows that our usual everyday interactions are much less spontaneous than we would 
think so.  The person crates an image of themselves via their communal social interactions, and they strive to 
maintain this image. Self-images are on the one hand individualistic, on the other hand collective. Every communal 
social group develops its own self-image collectively also, to which the members have to adjust. The given 
community guards the maintenance of this image jealously. Observing the interactional rites stabilizes the 
connection and the self-image. “One’s (self-made) image is sacred thing, and the expressive order required to sustain 
it is therefore a ritual one.” (Goffman, 1961) Rite is in the service of the sacred. The image, the self-image appears as 
an important part of the personal identity, which is cultivated-strengthened or weakened-destroyed by the 
communicative, ritualized interaction.   
Another significant part of the work of Goffman is also closely connected to our work.  Goffman wrote about the 
cultural “ceremonies” of the prison, as being group therapy, open house, prison theater, education, sports within the 
walls, religious events. The ceremonies undertake the implied liberating task during which the guards and the 
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prisoners can   get rid of the “prison masks” they usually wear. These masks are necessary for the prisoners and their 
guards to live together. During these occasions the prisoners are given freedom to a certain extent; freedom in the 
workings of fantasy, in the resistance, in showing illusory independence against the prison’s repressive effects.  The 
permission of the (symbolic) distance between the guard and the convict is not unintentional, for during this time the 
management of the prison can strengthen its power by decreasing the possibilities of conspiracy and mutiny, 
exercising the control functions in the background (e.g.: cell search). That way the cultural events of the prison are 
not only the locations forgetting relief from the personality distorting pressure, but also the latent server of the 
institution’s control functions.   
5. Conclusion 
In the new theater overcoming the actor’s inner and outer boundaries, the deeply lived theatrical performance are 
conceived as central questions, because the ontological questions behind the theatrical experiences originating from 
the physical body are effaced, † while the mind and the body are inseparable. The theatricality of the body is 
manifested the most successfully when the actor, the creator arrives to the border of inauthentic existence. The inner 
maturation processes cannot take to a positive direction without so-called ontological grounding. The human world 
is a network, where the experience of our existence is related to the transcendental world inside and around us. The 
exercises of the experience of the physical body are simultaneously the exercises of ontological recognition. The 
body image, the body awareness, the body scheme, the human consciousness and self-reflection, creativity, the 
abilities and self-esteem collectively create the human reality. 
The uniqueness of our narrative work in the prison can be observed in the ontological part, in which the emphasis 
is on the dialogues. We build upon the tradition that says that the theater itself is our existence. It is the theatricality 
where the thought comes from that the human being always plays roles and connects to the cultural traditions via 
rituals, and the social acts are expressed in theatricality. For us the theater is in the focus of investigation not from an 
aesthetic, but from an existential philosophical and anthropological perspective. We view it as a possible way of 
getting to know human nature and culture, as a possibility for communication and development. 
 
The young people in the prison confined to criminality from the most disadvantaged social groups. The lifestyles 
of their dysfunctional families mediate wrong value judgment to the young people, in which mimetic imitation plays 
an important role.  Marginalized groups are necessarily removed from the system of rules of the society into the 
peculiarly interpreted, incorrectly formed environment that is not usually characteristic of the communities of civil 
society. The person liberated from the rules of society, gone astray in the diffuse flow of information lives in severe 
deficiency state. The traditional cultural heritage, the rules, the abilities, the lack of recognition undermines the 
young people’s social orientation, their successful adjustment to the adult world. The edge offers a limited horizon 
for the individual, in which meeting with the differences has a the highly frustrating effect, and these frustrations, as 
a result of improper socialization, influence the young people towards a deviant direction, and these young become 
victims of their own destiny, they drift easily into the sultry world of prison.  
 
Social theater based on the life story is a meeting possibility supporting interpersonality and intersubjectivity. 
There always remains an unsolved problem in society, namely, how to implement the cooperation of people amidst 
weakening traditional myths and rituals, in order for the cultural survival of generations. However, in the dialogues 
of social theater, in addition to the traditional ones, it is possible to revive new myths and develop new rituals that 
adjust to the needs of today’s people today. 
It seems that a way of our existence is really the theatrical acting and the related forms of human expression. The 
performance-based research contributes to this to a large extent, because it studies the people and the subject in a 
 
 
† Franco Basaglia from Trieste is one of the few people who dealt with phenomenological and existential questions in connection with social 
theatre. Franco Basaglia (1924-1980) was an Italian psychiatrist and neurologist. His peculiar theatrical initiative dates back to 1972-73. He took 
theatrical plays close to the mental patients of the psychiatry who were locked up for years. He played an important political role in representing 
the groups “fated to silence”. 
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complex system of relationships, and immediately analyzes the situation. The resulting performance is a cultural 
snapshot, to which the traditions found in it, embraced by the global social impacts give a particular mood. Using the 
idea of Maximilian Voloshin, the illustrious figure of Russian theater theory, for him theater is a dream without 
images: insight into the dark.  
 
However, the identity-shaping function of social theater seems to be better appreciated, at the time when, with 
the impact of mass culture and the media, the mixing of cultures has an unstoppable effect on the life and the choice 
of values of the everyday person. Social theater lends space for the orientation in the surrounding and sometimes 
engulfing chaotic world, where a critique of the status quo can be formulated in general or partial. The theater 
socializes with its specific set of tools, the dialogues, while playing a role in shaping the individual who takes 
responsibility for their decisions.  In this transformation the individual moves toward being authentic, in which the 
mother tongue, gestures, body conscious behavior and the social experience plays an important role. The life story-
based events of the performance vivify the forgotten cultural and community traditions. 
As a utopian desire, the ultimate aim is to awaken the consciousness of the individual and the masses, which is 
rooted in Paulo Freire's critical pedagogy.  
In our study we have presented some segments of the effects and benefits of prison theater, putting the emphasis 
mainly on the opportunities of performance-based research and philosophical fundamentals. We do not regard prison 
theater as psychoanalytic preventive method, because it is not its main purpose. But what do we consider it? This is 
surrounded by uncertainty, because its internal mechanisms are poorly explored and understood. 
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